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Abstract 
 
This folio of compositions and accompanying exegesis presents a collection of my original music 
that demonstrates an individual approach to composition which often seeks to exploit the various 
unique creative opportunities made possible through the use of music technology applications. 
Within the folio there is experimentation, collaboration, muscle memory improvisation, sampling, 
triggering and the “mashing up” of styles and contexts. Various forms and formats range from 
piano solos to concept albums, song cycles to orchestral scores, electro cover versions and live 
laptop electronics. The folio demonstrates a fascination with the transient, spatial quality of 
performed music versus the unchanging, deliberate nature of recorded musical productions, and the 
subjective listening experience of both.  
Particular approaches to composition explored in this exegesis include: the life of the score and 
recycling score-based music materials through human filters; attempting to communicate ideas 
using “sonic vernacular,” referring to the subtle sound language built from musical clichés, samples 
of other recordings, perceived sound quality and colour; exploring personal narratives through 
experimentations with muscle memory improvisation. 
This folio presents five works to illustrate these creative processes that are aided, facilitated or 
actualised by technology. It includes two “concept albums,” Feather Hammer, a collection of 
productions for multi-tracked prepared piano, and Machines, a song cycle; Three Preludes, a work 
for solo piano that is designed to be remixed and sampled; a work for chamber orchestra, Kick, and 
You Can’t Hide Beat, a collection of David Bowie cover versions created using samples from his 
own famous recordings. 
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CHAPTER ONE 
 
Introduction 
It is an exciting time to be a musician. Rapidly evolving music technology applications and 
interfaces provide access to seemingly limitless sonic possibilities and unique forms of creativity, 
just as John Cage predicted1 (1937). There is a growing sense of stylistic freedom and the blurring 
of genre boundaries. Composers of new music are engaging with different styles and formats and 
flaunting the diverse influences that have fed into the development of a personal creative voice. It is 
not uncommon to see contemporary music makers such as Nico Muhly, Will Gregory and Clint 
Mansell working in different scenes simultaneously – from concert works to experimental 
electronica, from film and game soundtracks to pop songs. Such contextual shifts are not conscious 
efforts to “crossover” or create a “fusion” of styles, but rather they are part of a wider, more 
inclusive contemporary practice in music composition (Muhly 2007). New cultural theories suggest 
different intellectual and aesthetic directions coming after postmodernism, shaped by digital 
technologies, and unprecedented access to media and information on the internet; in the modern 
digital cultural landscape the genre boundaries relating to art are becoming increasingly irrelevant 
(Jameson 2003, Kirby 2009, Loīpez and Potter 2005).  
Technology has also empowered music makers to record and share their work easily and 
inexpensively with the world. No sound is impossible, no style is out of bounds, and a potential 
audience of millions is within clicking distance via the web. In this artistically tolerant environment, 
I have sought to develop a sonic and musical language that incorporates individualistic approaches 
to composition, performance practices and communicative musical gesture. In this introductory 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Arguably the most infamous of Cage’s written texts, The Future of Music: Credo, reads today like a factual 
description of the sonic landscape available to and being used by composers currently. Amongst its predictions it 
accurately forecasts the use of noise as music, electronic instruments that can provide “any and all sounds that can be 
heard” and a shift from keyboard-influenced music to a percussion-influenced kind where non-musical sounds are 
explored readily (1937).  
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presented in the folio; looking at some of the unique opportunities and approaches made possible by 
music technology applications and introducing the key concepts relating to emergent trends and 
“personally situated knowledge” (Barrett and Bolt 2007: 2) resulting from self-reflective Practice-
based Research (Winter and Brabazon 2010, Smith and Dean 2009). Practice-based Research is a 
research methodology in which an artifact is created by the researcher, in this case a portfolio of 
compositions comprising of scores and recorded productions. The aims of the accompanying 
exegesis are to illuminate processes, offer interpretation and highlight the interdisciplinary practices 
relating to music making and engaging with technology, thus conceptualising the “difference 
between making something and studying it” (Elkin 2005). 
Context 
My current practice is informed by a personal aesthetic shaped by pianism and improvisation, a 
fascination with the sonic and spatial properties of recorded sound, framed by extra-musical ideas 
and narratives, sometimes borne of visual stimuli and working creatively with interfaces. I identify 
with and feel philosophically aligned to creative musicians that claim to be “genre indifferent”2 and 
do not prescribe to or feel that my work belongs in any particular musical tradition. My musical 
context is shaped and influenced by personal experience and the work of a range of creative artists. 
The membership of my primary influences is dynamic and constantly evolving. The music 
presented in this folio has been influenced by the work and ideas of figures such as Betty Olivero, 
John Tavener, Hauschka, John Cage, Brian Eno, Gavin Bryars, Terry Riley, Amon Tobin, Björk, 
Richard David James (better known as Aphex Twin), Chris Cunningham, The Cocteau Twins, 
David Bowie and The Beatles.  
This collection of musicians is characterised by approaches that bridge or blur genre 
boundaries, give priority to communicative approaches and lean towards what some musicologists 
might describe as “popular,” as opposed to “modernist” (Born 52). While Born defines these !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2 A term used often by New York-based artists (Bang On A Can All-Stars) and composers (Judd Greenstein, Sarah 
Kirkland Snider) to describe the eclectic and inclusive nature of their output.  
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opposing cultures by straightforward criteria, it is important to clarify that, although these artists 
share a leaning towards the “popular,” they fall roughly into the broad categories “contemporary 
classical,” “film music,” “pop” and “experimental electronica.” It could be said that my own 
creative output over the course of this study falls into those same categories.  
The context of my creative practice is strongly shaped by my own musical priorities and an 
orientation towards meaningful “contact with life.”3 Amongst my works that are not specifically 
written for film or in collaboration with visual media, much of my output is concerned with sharing 
stories either from my life, lending an autobiographical/confessional aspect to my musical 
expression, or from some other extra-musical source. Although I enjoy engaging and experimenting 
with technology, music created through process alone holds little personal appeal. As a composer I 
highly value music’s function as a communicative medium (Taruskin 34), and its power to 
“resonate with the human condition” without “retreating into anti-intellectualism” (McClary 65) 
and it is this desire to connect with the listener on this level that defines my practice.     
Another important contextual consideration is that I sometimes derive income from 
commercial music projects, such as film music and studio production. In the bigger picture of my 
development as a composer, aspects relating to commercial work definitely spill over into my art-
making: adhering to an “industry standard” and being mindful of technical detail and quality. My 
creative practice displays traits of a “digimodernist” aesthetic (Kirby 2009), in that it is reliant on 
computer technologies, and much of my practice-led inquiry looks at the impact of computerisation 
on decision-making, texts and art-making. While this is true, many of the ideas, situations and 
artists whose works most prominently influence my context operate within the general area of the 
(still vaguely defined) postmodern in musical composition (Lochhead and Auner 2002, Watkins 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
3 By “contact with life” I’m referring to a personal aesthetic that resonates with the musical aspects of being: the 
repetitive rhythms of walking, breathing and our hearts beating; the melody, phrase and cadence of the human voice; 
the emotional associations with sound proximity; the communicative power of timbre. Many elements of this aesthetic 
consideration are shared with 1970s New York minimalists (Johnson 1989). 
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1994, Iddon 2008, Kramer 1999), as articulated by Born (60), as a “synthesis of modernist 
processes and mechanisms in popular-culture forms.” 
Technology 
Contemporary classical composers are now faced with a creative environment transformed 
markedly from that of even ten years ago; the processes of representation and appropriation of 
music have become highly complex and multi-faceted (Born and Hesmondhalgh 2000). Major and 
accelerating changes in information technology, broadcasting, online and social media, consumer 
culture and entertainment interfaces offer opportunities of musical expression and audience access 
that expand well beyond the concert hall and a social function that is continuously diverse. This 
diversity tends to increase the awareness of music existing as a commodity, can influence the 
communicative aim (in the case of music written to underscore or support a film or game) and shift 
its sonic focus (in the case of “studio composition” versus more traditional score-based 
composition, where elements of timbre, texture and space can be more directly controlled).  
Today it is common for composers to own and integrate software applications into their 
creative practice. Much like other creative art forms, such as photography, architecture and film 
editing, whose materials are increasingly digitised, there has been a shift in professional practice 
from the exclusive use of dedicated analogue equipment and site-specific technical practices 
towards the use of less expensive software applications, multi-purpose digital interfaces and 
devices. Arguably it has never been easier or cheaper to create, modify, manipulate, publish and 
share sound: from portable recording functions and apps on smartphones to computer-based home 
studio setups. Digital Audio Workstation (DAW) software such as Logic Pro, Avid Pro Tools and 
Ableton Live facilitate the sequencing and mixing of audio and MIDI information into original 
music productions. Notation software such as Finale and Sibelius allow for the typesetting of scores 
and the realisation of pre-performance versions using MIDI and orchestral samples. There are 
software frameworks such as Cycling 74’s Max and Gen, which allow for new and unique sound 
manipulations and the building of original sonic and visual effects through coding and algorithmic 
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treatment of digital and musical data. The proliferation and use of these kinds of applications has 
given rise to new “music literacies” (Durant 1990, Hugill 2012), which suggest that knowledge of 
digital sampling, audio editing, sound design, sequencing and mixing are, if not required, at least 
advantageous skills for composers working in contemporary new music scenes to possess. 
Recording as Primary Text 
The material in my portfolio leans towards the recording of the work being the primary text (Moore 
2001, Shuker 2005) rather than the score, though there are a couple of exceptions (and in the case of 
Three Preludes, a deliberate switching between the two). This preference considers the recording to 
be more than a mere document of past events being reproduced; it is a sonic construction and 
musical abstraction that is “the only evidence of the music’s existence, its final (and only) 
authority” (Dellaira 1995). Even in the cases where the composition has been initially score-based, I 
often find myself thinking ahead to the produced recording of the work as a finishing point and this 
mind-set affects my priorities and creative decision-making throughout. There is fascination for the 
nuances of timbre/tone, groove, space and reflection, sound position and frequency response; these 
aspects of a musical composition are difficult, if not impossible, to represent precisely in staff 
notation. 
Treating the recording as the primary text introduces new ideas to explore. In the case of 
Three Preludes, I extended this idea to using recorded material taken from rehearsals and location 
recordings around the environment where the rehearsals were happening, as well as sight-reading 
sessions and slowed-down run-throughs of the material, capturing human errors or chance sonic 
occurrences as they happened. All of these musical assets were collected and used in the 
construction of the three companion pieces that appear on the Three Preludes EP. The project 
focuses on the moment a composition that exists as a score is transformed into sound waves and 
captured, that material filtering through an individual performer in real time, the sound being 
shaped in the moment by various factors: their technical ability, experience and interpretation, the 
build of the instrument itself and the environment. Michael Nyman alludes to these ideas when he 
 !
6!
describes “people processes” (Nyman 1974) and I am fascinated with the ways these “human 
filters” can influence, alter or transform a musical idea. By capturing these moments as recorded 
audio I can use this altered material for further music creation by using post-production technology. 
There are two seemingly opposed ideas here: the creation of the definitive primary text (the 
recording), and then the multiple versions of the work, which may exist as different arrangements, 
mixes or remixes, transformed by various technology applications and interfaces, interpretations, 
performances in specific spaces or use within different contexts (as underscoring a narrative, as a 
concert performance or as a triggered laptop improvisation). Not unlike the economy of Mahler, as 
he built large structures from small primeval cells of music, or any composer trying to optimise 
musical mileage with a minimum amount of materials, I enjoy the idea of creating new, vastly 
different works using small audio samples and offcuts or accidental sounds that occur incidentally 
through the creation of other recorded works. 
Related to this notion of recorded “assets” is the idea of experimenting with known 
recordings in different contexts. Taking inspiration from hip hop styles where artists and their 
producers would regularly re-appropriate samples and looped sections from known musical 
recordings and use them to construct a new musical composition, I became interested in the 
communicative power and cultural meaning of famous sounds. It is fair to assume that many people 
worldwide would immediately recognise the recorded document of Martin Luther King Jr.’s “I 
Have A Dream” speech, delivered at the 1963 March on Washington, within a few seconds of 
playback. To take that sound recording and place it in a different context, or to perform it in a 
public space or within the context of a larger composition, is to acknowledge and wield its cultural 
power to suggest layers of meaning, inspire different perspectives or perhaps provoke emotional 
and intellectual responses (Holm-Hudson 1997, Oswald 1985). In You Can’t Hide Beat, I set out to 
create a project with a very specific audience in mind: the online David Bowie fan community. In 
creating cover versions of well-known David Bowie songs, I used his other famous recorded works 
to provide the sounds in the arrangements; this was done by utilising looping sections of music (in 
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the manner of the hip hop model) as well as triggering one-shot samples and creating entirely 
original pitched instruments out of pitched and treated samples. To the average listener who might 
be indifferent to or unaware of David Bowie’s work, the resulting music would work on a certain 
level (in the sense that it remains a song produced in a relatively accessible electro-pop style); 
however, to the enthusiastic fan these musical and sonic materials hold more cultural power – the 
listening experience deepens with layers of meaning and suggestion, a treasure hunt for those 
familiar and beloved sonic artefacts.  
There are sounds that are well-known in popular culture. Even without knowing the song or 
being aware of the artist, it is not difficult to identify and differentiate between the musical and 
sonic style of Motown records in the 60s, West Coast AOR in the late 70s and new wave in Britain 
the early 80s; the differences are obvious and easily recognisable and not limited to musical style; 
they include the use of particular instruments, technique, articulation and intricacies in performance, 
recording practices, specific equipment and technology, mixing and mastering practices. Through 
the popularity, acknowledged cultural value and sheer ubiquity of music recordings from the latter 
half of the 20th century to the present day, there exists a sonic vernacular4 that can be referenced in 
new musical productions, and there is potential for it to be used expressively to position a musical 
production or composition in a real or imagined time, place or cultural scene, and by extension of 
this idea, suggest meaning. In my song cycle Machines, I attempted to utilise recognisable, style-
specific sound languages by carefully choosing production techniques that referenced sonic 
vernacular associated with specific styles, eras and scenes to create stark juxtapositions and suggest 
meaning in the interplay between performance, sound, music and lyrics. 
Improvisation with Interfaces 
The majority of the compositional starting points for the works in this folio come from captured 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4 A term used by music writers and journalists to refer to a shared musical language of sounds, motifs, tones/timbres, 
structures and gestures. It has been used in recent writings by Goondale (2011) and Mazow (2012) to refer to 
communicative sound languages based on recognisable, recorded artifacts and recording/performance practices. 
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keyboard improvisations. MIDI and recording technology easily facilitates this capture through the 
layering and manipulation of an improvised performance, allowing “music selectivity to enter the 
picture”5 and giving the composer an opportunity to manipulate the content after the event. In some 
cases, for example in Three Preludes or Machines, the improvised material is heavily edited and re-
arranged to create a tightly structured and thematically economic composition; in other works, such 
as those appearing on the Feather Hammer album, improvisations were left untouched in an effort 
to highlight the influence of muscle memory and amplify a sense of innocence and raw self-
expression. Works such as Bill Evans’ Conversations With Myself (1963) and Terry Riley’s The 
Harp of New Albion (1992) are important, influential compositions borne of a mixture of 
improvised and preconceived approaches that I often employ when generating and exploring new 
musical ideas myself.  
In acknowledging the importance of improvisation in my creative practice I am mindful of 
the ways in which my musical experiences have coloured and informed a personal musical 
language. My playing technique, as a major conduit of musical ideas, is limited, however 
technology allows me to expand, explore and engage with these raw materials in seemingly endless 
ways – some that can completely subvert original intentions and lead to surprising results. Quick 
sampling and triggering can change a recorded performance into a completely new playable 
instrument of its own where keys on a MIDI interface can trigger discrete moments of sound; 
software designed to stretch audio can transform a work from its original form into a hazy extended 
ambient soundscape6. 
While technology allows me to engage with my creative materials in different ways, 
different compositional processes force me to engage with the technology in different ways. Brown 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
5 In Improvisation Versus Composition, Lukas Foss emphasises the boundary between improvisation and composition, 
stating that the chance elements of improvisation “become musically interesting only when it rubs against the will, 
when musical selectivity enters into the picture correcting the chance formations” (Foss 684). 
6 Paul’s Extreme Sound Stretch is an open source software program designed by Paul Nasca (Nasca 2006). The program 
is optimised for the extreme stretching of audio; for example, a 3-minute sample could be stretched to be 3 or 30 hours 
long. 
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identifies five specific modes of compositional engagement with computers that are used to aid 
music creation: the “observer,” where the technological medium is an “artifact”; the “director,” 
where the medium is a “tool”; the “player,” where the medium is the “instrument”; the “explorer,” 
where the medium is the “model,” and the “selector,” where the medium itself is the “creator” 
(Brown 4-6). With a creative methodology so reliant on interaction with computers, I recognise 
each of the “modes of engagement” as articulated by Brown in my own approaches to composition 
and they are all present in the work presented in this folio. It is beneficial to have an awareness of 
this aspect of one’s creative practice, especially when shifting between different modes of 
engagement or consciously approaching the work from different perspectives. Often, many modes 
of engagement with technology are required to take a production from conception to completion, 
and sometimes even further to live performance; these can be a mixture of process-based and 
intuitive approaches with each mode influencing decision-making at different stages of production.  
Taken together, the works in my portfolio display a common musical language that favours 
the following techniques, ideas and approaches: 
A focus on the ambient properties of sound and perceived proximity 
Experimenting with microphone placement, position and distance can highlight the way a sound 
wave travels, reflects and is perhaps transformed in a specific environment. Standing waves in 
certain kinds of spaces can attenuate harmonic frequencies; long reflections captured at a distance 
from the original source can sound out of tune or lower in pitch. Placing the microphone in a 
different place, for example, near the pedal mechanics on a piano, or close to a squeaky chair, can 
pull the listener’s focus towards the smaller incidental sounds that happen during a performance. 
Recording sounds and performances through walls, or from unusual observing points, can 
deliberately place the listener in an imagined space. These ideas are thoroughly explored in the 
collected works of Feather Hammer and Machines. 
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Polyrhythm, polymeter, looping and interlocking cyclic material 
Phasing cycles of theme and rhythm arise quite frequently in my music. I use them variously to 
create shifting emphasis, to highlight processes and permutations of material, to enliven harmonic 
textures or just to emancipate my grooves from the confinement of 4/4. In “DFACE (Practice This 
Video),” from Feather Hammer, and “Credo Deus,” from Machines, these ideas are in the 
foreground; discreet thematic cells that favour different pulses, metres or rhythm groupings, 
occurring simultaneously to form a non-linear rhythmic web.  
Experiments in human filtering 
In keeping with a philosophy that views the score as abstract and the starting point, not the end, of 
music, the recordings presented in this folio that comprise of performed music feature material that 
was somehow transformed between the point of existing as a score and that of the finished recorded 
version. In the real-time performance of the score are nuances and differences worth exploring and 
changes (whether due to interpretation or accident) that can open up options and avenues for further 
creativity. In my work Three Preludes I extend this idea to include the recording of sight-reading 
and rehearsal, capturing human error as it happens such as glaring mistakes or subtle inaccuracies 
that are glossed over. In the case of rehearsal, observing the places where the performer chooses to 
focus on or repeat, and which sections require slow careful practice. These happy accidents can be 
guided by my purposefully writing a score that is unplayable in places, thus forcing a creative 
decision from the performer in the moment. In recording these “versions” of the work and using 
these recordings as the building blocks in the construction of a new work, the pianist becomes my 
collaborator, and the composition becomes an experiment, of sorts, in indeterminacy. 
Collecting and reusing recorded assets 
These are linked to experimentation with microphone techniques, capturing “extra” sounds and 
noises that happen around the notes in a performance, and also to the idea of exploiting accidental 
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sounds that may occur through experimentation in performance. In view of this, throughout the 
period of study I have been collecting and analysing the sonic assets that have been captured 
through various recording processes; not necessarily focusing on the music that has been recorded, 
but considering the silences at the start and ends of takes, all of the mistakes and unintended sounds, 
breaths, squeaks, knocks, hisses and hums of equipment and the distant sound of traffic outside the 
recording environment. I have even extended this notion to include location recordings taken from 
my journeys to and from the recording sessions. The philosophy is that these sounds are in a sense 
part of the composition because they happen, are created and exist as a direct result of the 
composition existing. Throughout Feather Hammer, these extra recorded assets provide percussion 
samples, textures and ambience; in the case of “Closed Circuit,” from Machines, they are the entire 
composition.  
 No longer do certain acts in music making feel specific to a “producer”, “composer” or 
“sound artist” but, rather, that suggest a broadening of a composer’s repertoire of techniques, 
diversifying the expressive vocabulary and adding new colours to the tonal palette. Through self-
reflection, constant surveillance and analysis of my own practices, this exegesis summarises the 
results of my practice-based research, sharing the techniques, approaches to practices and 
philosophies that have emerged during the period of study.  
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CHAPTER TWO 
 
The Lives of Scores  
My composition practice is heavily influenced by and intertwined with my interest in music 
technology and practice as a record producer. This orientation philosophically favours the recording 
as the primary text and views the score as the beginning and not the end of music. The notes on the 
page are merely an abstract set of symbols that allow us to decode ideas from one mind to another 
for reproduction and realisation; music itself is transitory, existing in the vibrating air of the 
moment, reflected and absorbed by the matter around us. When a composition that exists only as a 
score is performed, many contributing and collaborating factors influence the result. Every reading 
is unrepeatable and unique, completely unlike the facsimile audio recording that can be replayed 
countless times. 
Kick, for string orchestra, was a score written and delivered without completely knowing 
what it might sound like in reality. This is a common situation perhaps for many composers of 
concert music, but for a composer/producer accustomed to working in a studio environment with 
the facility to constantly audition and edit, it was a creative process outside of the norm and I found 
myself curious and fascinated about the many elements and aspects of the music itself that were out 
of my control. This curiosity spurred me on to my next score-based project, the Three Preludes – 
destined to exist as both a score and a produced EP. Here I wanted to consider music’s shifting 
states, from the “chance” of the performance scenarios to the “total control”7 of the finished 
production and beyond to the realms of sampling, remixing and technology-aided experimentation 
where the lines become blurred. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 In Total Control and Chance in Musics: A Philosophical Analysis (1970), Robert Charles Clark contrasts the theories 
of Karlheinz Stockhausen and John Cage (“total control” and “chance,” respectively), thus illuminating the different 
philosophies and artistic priorities of these approaches. On a personal level I find that Clark’s analysis relates to my 
own differing priorities and approaches when it comes to score-based performance experimentation and record 
production. 
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Kick (2013) 
The title Kick comes from a short double bass motif recurring throughout that reminds me of an 
impact or involuntary motion. The piece was commissioned by Ruthless Jabiru, the all-Australian 
London-based chamber orchestra run by the conductor Kelly Lovelady, and received its premiere at 
Australia House, London, on the 9th of May 2013. 
During the initial stages of devising a creative strategy of the commission we discussed 
ways in which sounds and sonic effects from the world of record production could be recreated in a 
string-orchestra score and somehow used as communicative gestures. Kelly had become aware of 
my work through my 2011 album Feather Hammer, where my compositional focus was on timbre, 
texture and the ambience as much (if not more) than the notes and harmonies. We talked about 
using some of the sound-world ideas from Feather Hammer to see if any could be translated to 
score for the orchestra, including effects such as “ducking,”8 synced echo reflection and multi-
tracked stereo soloing. In taking inspiration from the world of digital effects this way, I was able to 
compose for a type of ensemble that has been established for centuries, yet at the same time tap into 
a type of expression that could not have existed before now. This conceptualisation brings to mind 
similar juxtapositions of form, style and expression in Michael Nyman’s Chasing Sheep is Best Left 
to Shepherds (1982), with its exploration of baroque thematic material quoted from Purcell set 
against rock ’n’ roll rhythmic and harmonic patterns, conceptually inspired by modern multi-track 
recording. Another is Steve Reich’s phasing technique, which was inspired and initially facilitated 
by tape recording technology, then transcribed for live performance. These concepts provided a 
starting point for Kick and, while the finished work contains more thematic substance than these 
recreated sonic tricks, this particular way of thinking about music and sound soaked through, 
guiding creative decision-making throughout. 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
8 “Ducking,” also known as “side chain pumping,” is an audio compression effect commonly used in modern pop and 
dance music. The effect is achieved when the level of one audio signal is reduced by the presence of another signal 
(Hodgson 283). 
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What follows is a description of how the piece unfolds. After the opening slides into view 
from a unison D, there is a shimmering tremolo cluster that polarises into two oscillating harmonies. 
The tremolo steadies into a rhythm and proceeds into section A with a gentle but nervous energy. 
Slow, angular melodies cascade between violins and cellos as it grows in momentum, the harmonic 
filler getting “itchier” and increasingly agitated going forward. The nervous energy gathers up into 
a high register tremble, dissipating against a low drone on D. At the start of section B, from the 
stillness, a single viola and violin tease and converse using a pentatonic scale, while the ensemble 
swells around them. These solos are meant to suggest a multi-tracked kind of polyphonic texture, 
akin to a soloist overdubbing their own improvisation (fig. 1).  
 
Fig. 1. Excerpt of the viola/violin solos built around mostly pentatonic improvisatory gestures, 
bars 120-140. 
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These solos escalate the angular melodies from section A and return in the violins, tremolo 
and portamento octaves apart, inspired by those long, silky string lines sometimes heard in disco 
and 1970s R&B music (fig. 2). An example of a track that inspired the sound of these lines is More 
Than a Woman (1977) by the Bee Gees. 
 
Fig. 2. The long, disco-inspired melody that is repeated by the violins in sections A and B, bars 45-
75. 
 
The music reaches a climax with a loud trembling tutti, “ducking” against more violent 
kicks from the basses (fig. 3). A cluster chord splits into two harmonies that polarise and “duck” 
against each other, after which the grip loosens and the piece subsides with all voices sliding back 
into line with a unison D. 
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Fig. 3. The “ducking” effect where the entrance of the double bass triggers a dynamic sweep in the 
tutti, simulating a virtual compressor attack time of 1/8th with a release time of a measure, bars 
161-162. 
 
In its B section, Kick is a warm and emotive meditation on simple figures relating to major 
triads and pentatonic scales. Somehow these musical elements feel very human to me; they possess 
a sense of naiveté and tenderness. It makes me imagine the sound of prayer. The repeated melody of 
“mi re do” can feel to me like saying the words “I love you” over and over again and stroking the 
face of someone you love. 
Prior to the premiere, I attended a rehearsal day and witnessed Kelly and her orchestra 
workshopping the piece. I was enthralled by the unexpected details that emerged in the performance 
– the conductor’s interpretation of time and phrase, the surprising (to me) textures of what I had 
written bouncing around the space. As I listened to the orchestra rehearse smaller sections of music, 
I desperately wanted to record what I was hearing, to keep as a “variation.” The premiere 
performance was different in many subtle ways, not least due to the presence of an attentive and 
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still audience. Once again I was reminded of how magical and singularly unique a live performance 
can be, and how many collaborators are present and integral to the creation of it. These ideas 
concerning the collaborative nature of performance were important in the formation of Three 
Preludes. 
The Three Preludes EP 
The Three Preludes were written for pianist Ben Dawson as a gift to commemorate his 30th 
birthday in 2012. The music represented in the scores, as well as the content of the produced EP, 
reflected on our burgeoning personal relationship, contrasted with the stark landscape of winter in 
Europe. While the first prelude is rather rhapsodic compared to the others, the overall prevailing 
aesthetic is close to what Kyle Gann (2001) describes as postminimalist, with a focus on repetitive 
gestures, additive and subtractive processes in a diatonic pitch language. 
Once written, I became interested in the various states in which this music might exist and 
curious about the “what ifs”: what would it sound like being sight-read for the first time by this 
individual? If he were to rehearse a challenging passage, where would he repeat and how slow or 
fast would he play that section? What would happen if I left some ambiguities in the score that 
would force him to make a creative decision in the moment? What if a “mistake” made the music 
better? Finally, if I could record and collect all of this material, what could I do with it?  
In my pianist I had a willing accomplice and my record label backed the release of a small 
collection of works called Three Preludes as an EP in November 2013. The EP comprises the three 
original pieces, recorded in their newly edited versions (informed by collaboration and early 
experimentation with the pianist), followed by three companion sound collages constructed 
electronically using sounds created and captured from the process: sight-reading and rehearsal 
sessions, mistakes, edit offcuts, alternate recording takes and various random unintentional sounds 
ranging from chair squeaks to outside traffic noise and sirens. Taken as a whole, the collected works 
featured on the Three Preludes EP are a meditation on people and process, timelines, seasonal 
landscapes and the changing states of music, as ideas become sounds and the happy accidents that 
 !
18!
occur throughout the process of ideas grow in collaboration. What follows is a track-by-track 
discussion of the EP as it unfolds, signposting technical and compositional approaches along the 
way. 
Prelude 1 (Track 1: “Draw”) 
A repeating minor 2nd pulse pins the opening theme together; initially suggested as a cold prodding 
minor dissonance (Em6+2, bar 2), as the harmony cycle progresses it is incorporated as part of 
warmer extended chords (for example Am9 in bar 5 and Cmaj7 in bar 6), thus its character shifts as 
the music grows, a hypnotic, compulsive repetition leading the music forward. The melody dances 
around and obsessively returns to the same B as the texture intensifies with a cycle of chords and 
widening gestures. Accompanying bass notes are offset from harmonic changes by a semi-quaver, 
creating a delayed syncopation emancipating it from the repeating pulse. As the pianist reaches out 
further from the minor 2nd centre, time becomes increasingly elastic and the elements (melody, 
pulse, harmony, bass line) stagger with semi-quaver offsets becoming momentarily disjointed 
before calming back into the original groove. These figures have significance in the personal and 
emotional narrative that was playing out at the time of writing; the beginnings of a romantic 
relationship. The presence of the B note throughout this passage represents the first letter of his 
name, and, in a coded way, communicates something of my obsessed state of mind at the time. 
At bar 22 the spell is broken and the music cascades down into a low semiquaver rumble on 
an E minor ninth chord. Within this busy texture, melodic fragments built on the delayed 
semiquaver rhythmic motif propel the music forward and explore possibilities. At bar 54 a version 
of the opening melody appears above a bubbling semiquaver accompaniment. Small cells from the 
melody push the music toward its climax at bar 72, where from a resounding high B octave, clumsy 
dissonances fall a semiquaver later. The repeating B confidently guides the music through the 
harmonic cycle once again, steadily narrowing in texture drawing the listener back in to the minor 
2nd pulse from the opening, and a revisit from the themes of the opening section, albeit somewhat 
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muted from before. The prelude ends as the minor 2nd finally breaks down into a single repeated, 
fading B. 
Prelude 2 (Track 2: “February”) 
The thematic material was derived from a crude note cypher based on our names (fig. 4), and 
structured in an additive way: each 2 bar repetition including more thematic information, thickening 
up the texture and leading to a climax (which occurs starting at bar 30). 
 
Fig. 4. The note cypher used for the melody Prelude 2. Some notes were sharpened or flattened to 
fit certain harmonies. 
 
A distinguishing feature of this piece is the rhythmic placement of the left hand harmonic 
accompaniment. While the right hand keeps a constant dotted crotchet pulse, the left hand harmony 
cycles through three rhythmic styles: together with the right hand, offset from the right hand by a 
quaver, and anticipating the right hand by a quaver (fig. 5). While tempo and meter remain 
unchanged, the left hand harmonies carry the emphasis, confusing the pulse and implying the use of 
different time streams, or polytemporality. This rhythmic device alludes to the delayed syncopations 
that feature in Prelude 1. 
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Fig. 5. Opening of Prelude 2, showing the three different cycles of accompaniment rhythm, bars 1-
8. 
 
Prelude 3 (Track 3: “Hold Pattern”) 
Commencing with a repetitive 6/8 accompaniment figure in simple upward motions, the “Hold 
Pattern” is a set cycle of harmonies (fig. 6) that repeat throughout section A, interrupted by quick 
flourishes and mordents, and at the end of the cycle a moment of shifting rhythmic emphasis that 
temporarily breaks away from the compound duple lilt (fig. 7). To me, the short florid interruptions 
to the regular pattern feel like attempts to escape and the end of cycle syncopations like a more 
muscular struggle away from the regularity of the theme. 
Fig. 6. The cycle of harmonies that make up the “Hold Pattern” theme in section A. 
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Fig. 7. At the end of the harmonic cycle a short section with a shift in rhythmic emphasis, from the 
second beat of bar 17 to the first beat of bar 20. 
 
Section B commences from bar 42 and introduces new harmonic directions. As if trying to 
find a way out, the music explores and develops the motifs established in section A, travelling 
through light and shade, different harmonies and temporary tonal centres. From the second beat of 
bar 81, one last effort to escape is made leading finally to emancipation with an Eb5/F chord with 
the right hand Eb5 chord allowed to ring for an extended fermata. 
“January,” “Orann” and “Correction/E17” 
The three accompanying sound collage pieces on the Three Preludes EP utilise sound assets 
collected from the process of writing, rehearsing, collaborating and recording the three score-based 
preludes. The goal was to capitalise on the additional musical materials created from the various 
recorded performance scenarios and use post-production music technology to recycle these sounds 
into new works. With each piece I adopted a different approach in utilising such materials.  
“January” is a wet and wintry soundscape made up of samples taken from the alternate 
recording takes, with the attack transient edited out leaving the ringing tails of sound without the 
note articulation. Some of these “sound tails” were stretched out using flex algorithms in Logic Pro 
to become long drones and layered against each other to create a thick atmosphere. In this foggy 
soundscape, the opening notes of “February” (Prelude 2) sound, surrounded by the ringing tails of 
other sonorities, as though a multitude of tone colours are resonating in accompaniment. Percussion 
sounds from tapping the piano and adjusting the music stand combine with short, reverberant piano 
samples and lift the piece from ambient melancholy to a more hopeful place. 
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“Orann” is a MIDI construction that makes use of two original sample instruments: one 
constructed completely out of all of the “mistakes” collected on the way, the other a virtual “drum 
kit” comprising manipulated sounds sampled from a squeaky piano chair. In building my archive of 
usable sounds, a “mistake” would be any piano note that was played unintentionally. These were 
edited and assigned to a pitch on my sampler instrument. To make the composition process even 
more fun I made sure that the pitches of the sample were nowhere near matching the assigned pitch 
on the sampler. The music was then composed in the Piano Roll9 of Logic Pro, with programmed 
MIDI notes triggering the collected samples (fig. 8). Samples from the squeaky piano chair were 
variously equalised, compressed, distorted and otherwise manipulated to render them usable for the 
style and context of the piece. A solitary low piano note was used to create a pitch correct “bass” 
sample, which was used to balance out the mix. 
 
Fig. 8. A screen shot of an example of the Piano Roll MIDI programming for the “Mistakes” 
sampler instrument in “Orann,” bars 37-42. 
 
“Correction/E17” focuses on a rehearsal session in a London flat (postcode E17) and 
features a section of Prelude 1 (“Draw”) in repeated slow practice (fig. 9). This snippet was slowed 
down even further, treated with a low pass filter, bussed to an auxiliary effects channel and sent 
through a spectral blurring effect, and then formed into a slightly lop-sided loop, resulting in an !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9 Piano Roll is the standard MIDI note editor in the Logic Pro DAW. 
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atmospheric, warm but muted ostinato. Placed on top of this looping soundscape are single notes 
extracted from Prelude 1, filtered to only allow the low warm frequencies through. In the closing 
moments we hear the actual rehearsal at full speed from a microphone in the adjoining room, 
complete with E17 traffic noise floating in from an open window. 
 
 
 
 
 
 
Fig. 9. The section of rehearsed music from Prelude 1 (“Draw”) that was looped and treated, 
forming the basis of “Correction/E17.” 
 
Summary Reflection 
I very much enjoyed creating these score-based compositions: partly because they were a deviation 
from my regular studio-based creative practice, and partly because of the collaborative nature of the 
music’s realisation and the unknowable diversity of the results. Working with pen and paper feels 
very different to clicking on a screen, very different again from notating and editing an 
improvisation, worlds away from using digital tools to cut waveforms and stretch transients. In my 
experience these modes of engagement (Brown 2001) with the writing process dramatically inform 
the result. With the pen and paper I am generally not focused on the spatial spectral qualities of the 
notes I’m writing; with the audio editing tools I am less concerned about the harmonic analysis or 
thematic tightness. In Kick, I forced a crossover in thinking and it opened up interesting creative 
opportunities. Similarly, a deliberate switching of the primary text from score to recording in the 
Three Preludes EP (and possibly back again when the time comes to perform these works on tour in 
2014) allowed for cross-pollination of ideas, priorities, approaches and processes between that 
which was derived by “chance” and that which was created with “total control” (Clark 1970). By 
meditating on the shifting states of music, I gained insight into how ideas grow through 
collaboration, the value of human filters or “people processes” (Nyman 1999) and, as a producer 
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working in the days of infinite reproduction using technology, a new appreciation for the unique 
ephemeral magic of music performance occurring in real time. 
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CHAPTER THREE 
 
The two projects discussed in this chapter are linked by a focus on production techniques and the 
use of sound languages to communicate ideas. Stylistically different, they exist in the shared format 
of recorded popular song. Machines is a song cycle about technology and interpersonal 
relationships, juxtaposing production and performance styles against music and lyrics. Attempting 
to use studio production in a gestural way, techniques are employed to evoke sounds and styles that 
might suggest extra layers of meaning with regard to a narrative. You Can’t Hide Beat is a 
collection of David Bowie covers constructed with samples taken from the artist’s own back 
catalogue. Inspired by hip hop DJs, mashup10 artists (Jackson 2009) and the practice of 
appropriative collage in music (also known as Plunderphonics (Oswald 1985)), I wanted to create a 
Valentine to one of my favourite artists, hiding out-of-context direct quotations within the music 
texture to draw connections between different phases of David Bowie’s life and work.  
Machines (2013) 
Machines is a song cycle written to texts selected from collected unsolicited emails; a female voice 
is manipulated using various technologies and effects and the accompanying textures are arranged 
and produced with the intention of contrasting cultural ideas, styles and scenes. In this work I 
sought to situate the musical material inside hybrid sound languages and exploit the communicative 
potential of sonic effects, recording and production practices, vocal performance techniques and 
other stylistic gestures. 
 The sound languages associated with various scenes and genres of recorded popular song are 
constantly evolving under the influence of developing technology and the pop culture zeitgeist. 
Distinct from the “song” itself (defined as the melody, lyric and accompanying harmonic setting), 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10 The term “mashup” refers to a style of music composition involving the sampling and mixing together of pre-existing 
recordings, usually pop songs (Jackson 2009). 
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the recorded production of a song, or “track” (to borrow the analytical distinction from Allan F. 
Moore), exists in a virtual performance environment where the tone, priority and position of each 
sound is deliberately set. The cultural and aesthetic importance of pop music production practices 
have been considered and argued for by the likes of Moore (2011), Théberge (1997), Frith (1998) 
and Brackett (1995). Inspiration for Machines was drawn from the structure and sonic vernacular of 
albums such as Homogenic by Björk (1997), the Penelope song cycle by Sarah Kirkland Snider 
(2010), Alpinisms by School of Seven Bells (2008), and the performance and production stylings of 
female-fronted pop groups The Cocteau Twins, CocoRosie and Fever Ray. Machines was published 
and released by my record label Bigo & Twigetti in March 2013. 
Text 
The lyrical concept centres on themes of technology, loneliness and the basic human need to 
communicate and experience connection with others. The texts were sourced from unsolicited 
spam11 emails that I collected during the period between April and July 2010. These messages were 
processed and re-formed into lyrics using the aleatory literary “cut-up” technique popularised by 
beat poets William S. Burroughs and Brion Gysin, which was later adopted for lyric writing by 
David Bowie. The method traditionally uses scissors to cut words or sections of text from a written 
or printed page, arranging them into new formations to abstract or subvert the original meaning, or 
obliquely suggest alternative narratives. In the internet age we can readily find software applications 
and Java scripted webpages that can cut-up and randomise electronic text files easily; some can 
even use algorithms to position the words into likely combinations.12 
 
 
 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11 The term “spam” email is defined by the Oxford Dictionary (2013) as (an) “irrelevant or unsolicited messaged sent of 
the internet, typically to large numbers of users, for the purposes of advertising, phishing, spreading malware, etc.” 
12 “The Text Mixing Desk” lazaruscoporation.co.uk. The Lazarus Corporation, n.d. Web. 16 August 2013. 
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“Hollow Friends” 
 
For we were known as hollow friends  
Suspecting a joke somewhere  
To whom the dark hour now meant  
Villainy in these schemes 
 
Escaped with the daylight once more  
Escaped with his life and reason  
Howling at the moon 
 
A victim of emotion  
A victim of mingled feelings  
A victim of pleasure. 
 
Fig.10. The final text for “Hollow Friends” alongside the original spam email. 
  
In selecting the spam messages to apply these processes to, I marked out any that struck me 
as containing enough words to create interesting possibilities from the cut-up process. The type of 
spam I was drawn to most often used randomly generated text taken from the web; typically the 
message would be structured with the advertisement or web link at the top, and further down a 
block of randomly generated text designed to make the message appear authentic and pass through 
various spam-blocking software and “junk mail” filters (fig. 10). These types of messages were 
useful as the juxtaposition of words and subjects often sparked ideas that inspired a narrative 
direction for the re-formed lyric. 
 My interpretation of the cycle’s narrative begins with the protagonist being lured by 
tempting offers and pleas from strangers for help (1. “Incantation,” 2. “Credo Deus”). She enjoys 
enhanced productivity and the opportunities afforded by engaging with technology and social media 
(3. “The Calm Work”). After possibly experiencing the dissolution of real-life relationships at the 
expense of new online connections (4. “Hollow Friends”) and experiencing unexpected intimacy 
amongst strangers (5. “The Closeness of Distance”), our lady encounters a world of impossibly 
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empty promises (6. “Radiate Your Heat Into Space,” 7. “Sexy Monday”) and depravity (8. “Highly 
Active Girls”). After experiencing being stalked or put under online surveillance (9. “Closed 
Circuit”), our protagonist comes to the realisation that she no longer needs to reach outwards, but 
embrace the self within to achieve satisfaction and wholeness (10. “Golden Cards”), after which 
time she puts her computer or device into “sleep mode” (11. “Sleep Modes”) and the cycle is 
complete. It is worth noting that this narrative thread emerged from the process of experimenting 
with the cut-up process; it was found rather than imposed. 
 Conceptually, the use of unsolicited spam messages in preference over a purely original text 
draws attention to the relative value of words and the power of context. Also referenced is the 
manner in which we communicate in the modern world, so often using words on a screen. The 
complete collection of lyrics, including the original spam messages, is included in the appendix. 
Sound-Worlds, Sound Languages 
The term “sound-world” is heard often in music-related discourse (Boulez 1987, Westerkamp 1999, 
Harvey 1984) and refers to the timbral, textural and dynamic qualities of the chosen instrumentation 
for a given composition, including, in the case of acousmatic music, the imagined space where 
unseen sound sources are combined (Camilleri and Smalley 1998). In combining sounds in 
production, we can enhance and manipulate aspects of timbre, dynamic, pitch, reflection, position 
and prominence in order to evoke style, situate musical ideas in different times, geographical places 
and cultural scenes, facilitate psychoacoustic effects and imbue sounds and musical elements with 
shades of character (for example: menace, warmth, ethereal and mystical qualities, ugliness, 
feelings of intimacy and so on). This approach borrows many ideas from the creative practice 
described as “postproductionism” (Bourriaud 2005, Reynolds 2011). 
 Featured throughout Machines is Australian soprano Laura Wolk-Lewanowicz. A classically 
trained singer, she was fearless in experimenting with other styles and techniques and this made her 
an ideal collaborator. From whispered dream-pop vocalisations to full-powered operatic high Cs, 
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she provided diverse characterisations that worked in concert with vocal production techniques to 
evoke some of the voice types we might recognise from the world of popular recorded song. She 
even let me feed her voice into Auto-Tune13. The musical arrangements make use of vintage 
keyboards (Wurlitzer EP200 and a Fender Rhodes 88), piano, autoharp, kalimba, cello, body 
percussion and other found sounds. The electronic keyboards provide a uniquely warm timbre that 
is not often heard in contemporary classical or experimental contexts, and the small incidental 
found sounds, body percussion and kalimba, contribute to a close, handmade and almost childish 
feeling, captured and positioned in a tightly contained musical space. The cello’s function in this 
texture is to provide an occasional emotional counterpoint to the voice and balance out the lower 
end of the frequency spectrum.  
 Out of the 11 tracks featured on Machines, I have chosen 3 that I consider to be broadly 
representative of some common approaches for analysis: heavily effected spoken vocalisation over 
a looped rhythmic and harmonic setting; instrumental tracks where the voice is used as an 
accompanying textural layer; and melody-driven pop song productions.  
 The creative practices demonstrated in Machines include deliberate abstraction of sound and 
musical gesture; restricting its analysis to just pitches and rhythms would be to miss the point14. In 
order to take the various communicative elements beyond the song itself into account, I have 
adopted the analytical model used by Allan F. Moore in Song Means (2011). This model recognises 
the track as the locus and primary text of the song, with observations focusing there in terms of (1) 
what sounds the instruments and other elements are making (music content and timbre), (2) how 
they work together (functional layers), and (3) where they appear to be situated within the virtual 
listening space of the recording (the soundbox) (Moore 2011: 36).  !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
13 Auto-Tune is an automated pitch-correction and audio-processing software that was developed by Antares Audio 
Technologies in 1997. Popularised in the 2000s and 2010s, it has become a recognisable sound in mainstream pop 
music production. 
14 Roland Barthes’ discussion regarding authenticity and communication in vocal performance, The Grain Of The Voice 
(found in Image Music Text, 1977), acknowledges that there is more to observe in vocal performance than just the 
accuracy of the pitches, rhythms and words, differentiating the materials and mechanics of a performance (pheno-song) 
from the present embodiment and the “materiality” of it (geno-song), offering the opportunity to consider these aspects 
separately. 
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Track 8: “Highly Active Girls” 
“Highly Active Girls” is the sound of a robot trying to lure a human by promising everything it 
thinks the human being wants. It is about the simplistic and depraved end of our desires, and how it 
seems that opportunists constantly swarm on the internet wanting to take advantage of people’s 
weaknesses and moments of self-doubt. The work also alludes to how in the modern age we place a 
lot of expectation on technology to fix the defects in us, whether that be in aspects of performance, 
intelligence, social skills or our emotional wellbeing. 
 I used a Native Instruments effect plugin called “The Mouth,” which distorted, pitch-shifted, 
and “chorus” modulated the voice to transform Laura’s spoken word performance into that 
sounding of an ensemble of robots. I chopped the effected vocal waveforms to create glitches on 
certain words to suggest digital malfunctioning or signal failure. The spoken word performance is 
supported by two computer-generated voices that were found by exploring the standard accessibility 
(text to speech) options on my iMac. These computer voices are positioned either side of the main 
performance and interject periodically to support and echo the main message, which is an 
advertisement for a “medical cure” promising sexual and personal fulfillment. Words like “bigger,” 
“firmer,” “hear her scream” and “craving for you” are repeated by these voices in a bland 
monotone.  
 Commencing with a low frequency thump from the Wurlitzer contrasting with high 
frequency static-like percussion, a looping cycle of harmonic and rhythmic elements grows and 
develops into a syncopated groove (fig. 11). A diminished harmony is suggested by dissonant 
chords positioned individually in the stereo field (fig. 12), used more for rhythmic splashes of 
colour rather than anything else. From 1.12, a Bitcrusher15 effect is used on percussion elements to 
produce a very harsh distorted sound, suggesting the degradation of a radio signal or damaged 
equipment.  
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
15 A Bitcrusher is a digital audio effect which produces distortion by reducing the resolution of digital audio data. 
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Fig. 11. Dissonant chords used as groove elements in “Highly Active Girls.” 
 
 Positioning the additive looping elements in the stereo-spatial field allows the texture to 
grow and expand along with the developing groove, eventually filling up the immediate virtual 
listening space with sonic events (dissonant chords, percussive hits, vocal parts). The positioning, 
represented in the soundbox (fig. 12), also shows how warmer sounds are layered next to those that 
are brighter or harsher in order to exploit tonal contrast. To help communicate a sense of being 
surrounded and possibly even bullied by these voices, I placed them quite close in virtual proximity 
to the listener’s ear: the main voice in front, the computer generated voices on each shoulder. As the 
track progresses, heavily distorted sounds are introduced, obscuring some of the musical content 
and finer textural elements. In my interpretation, the distortion represents a damaged firewall that is 
only temporarily protecting the listener (or protagonist) from an approaching menace.  
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Fig. 12. Soundbox representation of “Highly Active Girls.” 
 
Track 5: “The Closeness of Distance” 
The concept behind this track is to represent that state of openness and heightened emotion that can 
sometimes be experienced when communicating and connecting with other individuals online. 
How, in a silent space, many people can be talking to each other at once. How a person can be alone 
physically, but virtually surrounded by love and goodwill.  
 Taking inspiration from Brian Eno’s “1/1” from Ambient 1: Music For Airports (1978), four 
keyboard parts are positioned individually in the stereo-spatial field, carrying fragments of a melody 
line between them, taking turns as if in conversation (fig. 13). A simple diatonic chord progression 
in B major is implied by the interplay of voices and held notes between the shared melody. In the 
background, rhythmic patterns are introduced from typing on different computer keyboards, 
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clicking computer mice, buttons on smartphones and other small found percussion sounds. This 
approach was influenced heavily by the use of found percussion and playing card sounds on Björk’s 
“Cocoon,” from her 2001 album Vespertine. Some of these clicking parts spell out messages 
(“hello” and “S.O.S.”) in Morse code. Above and behind is Laura’s angelic voice; sampled, 
stretched, looped and layered against distant recordings of improvised vocalising to create an 
ethereal, transcendent atmosphere. 
Fig. 13. An excerpt of the melody shared between the four keyboard voices in “The Closeness of 
Distance,” bars 11-18.  
 
 The four keyboard voices originate from the same Wurlitzer EP 200, differentiated by subtly 
boosting and attenuating EQ, and placing them distinctly in the stereo field. The many and various 
typing and clicking percussion parts are also specifically positioned. As more of these parts are 
added to the texture, they spread out to cover the whole listening space like a net towards the end of 
the piece. The effect is a multitude of tiny sound particles emerging from every direction (fig. 14). 
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A textured mono synth provides a bass line, set with a portamento “glide” effect to slide in pitch 
between intervals; the quality of this sound being reminiscent of the buzz and hum of electronic 
equipment. With the bass comes a synthetic kick drum rhythm, the sound of which is modelled on 
the drum sounds used on Björk’s album Homogenic (1997). To me, these low frequency rhythms 
represent a sighing and throbbing heart. 
Fig. 14. Soundbox representation of “The Closeness of Distance.” 
  
 
 
 
 
 
 
 
 !
35!
Track 2: “Credo Deus” 
The text for “Credo Deus” was taken from two messages I received from a sender identifying 
himself as a lawyer named “Richard Tan.” These messages bear the hallmarks of what is commonly 
referred to as a “419”16 or “Nigerian” scam, a type of fraud and confidence trick designed to lure 
recipients into sending money and surrendering personal information. The trick to these scams is 
the use of personal communication to foster a feeling of trust between the con person and the 
victim. In “Credo Deus,” the listener is invited to imagine the words are sincere, that the message, 
as unlikely as it seems, is coming from someone whose situation is truly desperate. This is the only 
song on Machines where most of the spam message remains intact and not heavily re-ordered by the 
cut-up method. 
 Within the accompanying harmonic arrangement, short interlocking cyclic motifs suggest 
hidden mechanisms and processes in motion. These rhythmic motifs are played by brightly toned 
keyboard layers and sounds sourced from a broken music box. The time signature is 15/8 in quaver 
groups of 4 4 4 3, casting an impatient, hurried feeling over the track with its simple duple groove 
disturbed by skipping a quaver beat every 2 bars. 
 The sound-world consists of vocal layers of varying prominence positioned around the 
virtual listening space up close and from a distance; keyboard layers are separated into different 
functions by tone colour, with brighter sounds providing arpeggiated harmonies and short cyclic 
motifs, warmer mid frequency tones providing harmonic filler and isolated low frequency keyboard 
lines acting as a bass line. Bright, close-miked body percussion and broken music box sound effects 
furnish the groove with rhythmic interest and a backbeat. At 02:28 a solo cello joins in, quoting 
snatches of melodic theme, joined together in arching phrases.  
 The choice to make use of body percussion and sounds sourced from broken music boxes 
was in an effort to suggest ideas of innocence and naiveté, resourcefulness and a sense of the exotic. !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
16 The number “419” refers to the article of the Nigerian Criminal Code dealing with fraud. (“Nigerian scam,” 
Encyclopaedia Britannica Online. Encyclopaedia Britannica Inc., 2013. Web. 15 Aug. 2013.) 
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These sounds were placed at a mid-distance proximity to the listener without reverberation or echo, 
and left largely unedited and raw with the intention of highlighting the sincerity and apparent lack 
of guile on the behalf of the singer (fig. 15).  
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 15. Soundbox representation of “Credo Deus.” 
 
 The use of the Fender Rhodes 88 keyboard for the bulk of the musical accompaniment 
creates a safe environment for the song’s content; the warm, bell-like tone is friendly to the ear, 
even when played in dissonance. Vintage keyboard sounds such as these, when used to provide 
mid-range frequency chordal accompaniment, can recall the sound of smooth pop, soul and jazz 
fusion records from the 1970s and early 1980s, particularly those of West Coast AOR artists like 
Steely Dan, Fleetwood Mac and Michael McDonald, and soul artists like Stevie Wonder and Ray 
Charles. Well-known records from the past that heavily feature Fender Rhodes often fall under 
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descriptive categories such as “easy listening,” “chill out” or “smooth,” style associations which 
help my composition by lending a sense of comfort and analogue “technostalgia” (Bennett 2012). 
 The closely-miked main vocal is heavily compressed and equalised to favour the higher 
frequencies, maximising the breathy quality of the voice. The signal was then bussed to reverb and 
echo effects were employed to emulate ethereal sounds similar to those of iconic “dream pop” 
singer Elizabeth Fraser from The Cocteau Twins. In the verses, the main vocal is supported by close 
harmonies and a vocoder-generated backing harmony mixed tightly to either side. The emotional 
appeal of the message is dramatised by the appearance of distant, reflected voices and a cello solo at 
02:30, which blend and swell to a climax punctuated by the refrain “Credo Deus I need to reach 
you,” sung with loud, dramatic operatic voice captured at a distance. The change in singing style 
suggests a change in personae, perhaps frustration at the lack of response so far in terms of the 
lyric’s appeal for help. The change in vocal proximity draws attention to the multitude of vocal 
layers crowding the listening space, pleading for help from all directions. 
Summary 
Specific creative processes and approaches are combined with a focus on communicative and 
gestural production to create an emergent narrative. Abstract texts are given context, structure and 
meaning not only through musical invention, but also through the use of performance, recording 
and mixing techniques – sound-worlds that these compositions inhabit. By paying attention to 
sound languages and referencing sonic vernacular, the vocabulary for communicative gesture 
broadens and allows the composer to evoke sounds, associations and feelings from other times and 
places. The resonances of sounds from familiar contexts are common themes within You Can’t Hide 
Beat, where the raw materials for making music are taken from a familiar repertoire. 
You Can’t Hide Beat (2011) 
You Can’t Hide Beat is a collection of 6 David Bowie cover versions, released independently in 
February 2011. The title is taken from the lyric to the song “Scary Monsters (and Super Creeps)” 
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(Bowie 1980) and hints toward the project’s aim of making use of recognisable samples and 
textural collage.  
 David Bowie is an artist whose output is generally well-known, culturally significant, 
sonically diverse and of personal interest to me. Produced primarily for an audience of other Bowie 
fans like myself, I wanted to capitalise on sonic memories and the communicative power of familiar 
sounds, using those timbres as a compositional tool (Levitin 2011: 54). The concept of sonic 
memory is a crucial aspect of the practice of Plunderphonics (Oswald 1985), where the only 
legitimate musical “units,” or “Plunderphones,” allowed for use in composition are “recognisable 
sonic quotes from known recordings (excluding re-recordings and new performances)” (Holm-
Hudson 18). The practice of Plunderphonics acknowledges the communicative power of direct 
sonic quotation and, while this project is not a legitimate example of this practice, it shares common 
priorities and aims. 
 To help make these cover versions accessible and enjoyable for listeners unable to recognise 
the samples woven into the texture, the music was produced and arranged in a commercial electro-
pop style incorporating popular elements of dubstep, trip-hop, electro and house styles. Taking 
inspiration from contemporary practices in hip hop, mashup and remix production, I used sampling 
techniques such as looping, one-shot triggering, re-sampling, re-pitching and varying playback 
speed to appropriate and manipulate the sonic cultural objects of Bowie’s back catalogue, applying 
them to different contexts and making fresh connections between sounds and musics created at 
different points during a recording career now spanning five decades. 
Summary Reflection 
The recorded medium affords the composer-producer the luxury of having a definitive work that 
can be listened to repeatedly. The performed score that is ephemeral and uniquely different each 
time has a single performance within which it must effectively communicate its message. The 
recorded production can purposefully be subtler with its language. My ideas on this subject are 
summarised by Brian Eno in this excerpt from his 1979 lecture The Studio as Compositional Tool. 
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The effect of recording is that it takes music out of the time dimension and puts it 
in the space dimension. As soon as you do that, you’re in a position of being able 
to listen again and again to a performance, to become familiar with details you 
most certainly had missed the first time through, and to become very fond of 
details that were not intended by the composer or the musicians. The effect of this 
on the composer is that he can think in terms of supplying material that would 
actually be too subtle for a first listening. (The Studio as a Compositional Tool 
129) 
 
 Both Machines and You Can’t Hide Beat attempt to trigger memory with sound. With the 
former I was able to make use of sonic languages to give context to an emergent narrative, while in 
the latter I was able to directly plunder the sounds from a known repertoire to create new and 
different versions of old songs. Record production techniques that suggest or evoke sonic memories 
are timbral composition techniques that can allow the composer-producer to instantly reference 
specific feelings. The following chapter continues on the theme of memory, but in a very specific 
and personal context. 
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CHAPTER FOUR 
 
 
Feather Hammer is an autobiographical concept album comprising 11 sound collages, within which 
I explore aspects of my relationship with the piano, the instrument I studied throughout my 
childhood and young adult life. It inhabits a specific sound-world almost exclusively generated 
from pianos and their surrounding environments, where ideas are not only necessarily expressed 
through notes and time, but also through spatial effects, sound proximity and placement, texture and 
timbre. Not just a machine for producing notes, the piano is presented here as a representative and 
extension of myself – a repository of memories and feelings, tactile and sonic sensations, the 
narrator of my story. Recording and production techniques are employed to subvert dynamic 
priorities and expectations, allowing small incidental sounds such as pedal mechanics or music 
stand hinges to become the listening focus while the familiar tones normally associated with piano 
performance might be used for other textural purposes. 
 The collected productions featured in Feather Hammer represent memories, emotions and 
physical sensations relating to my personal history. Much of the musical content came about from 
muscle memory improvisation while thinking about formative musical experiences and the lasting 
influence of family, education and culture on an evolving personal creative language and aesthetic. 
Improvised material generated from exploring these ingrained figures was captured, edited, notated 
and experimented with in the recording studio. The resulting audio recordings were edited and 
combined to create the finished sound collage productions17. Later, these productions formed the 
basis of a series of live performances incorporating improvised audio remixing and video mixing. 
Feather Hammer was released by Bigo and Twigetti in November 2011.  
 !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
17 I prefer the term production to mean “the finished piece” over the word composition in this context; the productions 
piece together various composed and improvised materials, with much of the creative decision-making occurring during 
the post-production period. Sticking to this terminology will also make it easier to distinguish between the multimode 
practices that contributed to the making of these works.  
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First Person Authenticity 
At the forefront of my thinking when preparing to commence work on this project was the notion of 
what Moore describes as “first person authenticity” – working within my individually developed 
pianism or “native tongue” (Moore 211), and presenting musical expression inspired by personal 
historical, social and cultural factors. Acknowledging that authenticity is “ascribed to, rather than 
inscribed in” (Moore 220) a composition or production, the litmus test for my creative decision-
making throughout was whether the resulting music productions felt authentic and true, and whether 
subjectively I felt that they accurately represented my feelings and experiences. 
 Such perspectives led me to embrace aspects of my musical language that I might have felt 
embarrassed about using in the past, in what I would consider to be my “serious” musical 
expression as a composer. Without conscious thought my hands and fingers naturally move toward 
simple triadic arrangements, and the kind of chordal improvisation that I engaged in while playing 
in the church band every Sunday from the ages of 11 to 19; flourishes and vamps stolen from early 
Elton John and Beatles records; the opening chords of certain Chopin and Debussy preludes. In the 
studio, emancipated from any restrictions and notions of what I think might sound “cool” or 
impressive to listeners, my productions show a tendency towards minimalistic beats (inspired by 
downtempo 90s electronica and trip-hop styles) and stutter edit18 glitches.  
 Exploring muscle memories19 while improvising at the piano, I meditated on certain 
moments that felt like milestones in my relationship with the instrument: the exhilaration of writing 
my first song, the pain of repetitive stress injuries sustained from bad practice habits, the tedium of 
rehearsing finger exercises, scales and arpeggios, fascination with the resonant and architectural 
qualities of the instrument and how the sound of it was tempered by the environment. These !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
18 The stutter or glitch edit is a music production technique in which fragments of audio are cut and copied or triggered, 
made to repeat at various rhythmic intervals. This technique was popularised in electronic and “post-digital” music 
from the late 1990s onwards (Cascone 2000). 
19 Muscle memory refers to a kind of motor learning where a specific motor task is consolidated into memory through 
repetition. Actions that are repeated over time create a muscle memory that eventually allows them to be performed 
with little conscious effort (Krakauer 2006). 
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improvisations provided the starting points for the compositions, which were edited afterwards to 
become usable musical materials. Overall, the communicative aim of the collected works of 
Feather Hammer is to achieve personal honesty in the acceptance of self-knowledge, a notion 
generalised by Fornäs as “meta-authenticity” (1995: 276-7). In this work I sought the origins of my 
musicality without ego, to know myself through my art. 
Other Inspiration 
While the subject matter and inspiration for these works comes from personal perspectives, there is 
a collection of important works by other artists that has influenced my approaches to sound design, 
composition, recording, producing, post-production and performance. In “Nanou 2” from Aphex 
Twin’s Drukqs (2001), a solo piano plays a progression of polychords built from combining 
different triads in opposing hands. Multi-tracked layers emerge, adding more complexity to the 
chords in different ranges and contributing short snatches of melody. The use of overdubs to layer 
performances in different registers highlights the timbral possibilities of the piano to transform a 
simple idea into an expansive soundscape. Another multi-tracked piano recording that influenced 
the creation of Feather Hammer is Bill Evans’ Conversations With Myself (1963). Here, multi-
tracking technology gives Evans the ability to record multiple passes of improvisation, creating a 
multi-layered piano texture. I copied this approach in my recording sessions to facilitate the creation 
of additional layers; often brand new parts and sounds that were not planned for prior to the 
recording created this way became integral elements in the final pieces. Terry Riley’s The Harp of 
New Albion (1992), a single-take recording of a performance of ten largely improvised movements 
on a specially tuned piano, was influential on my decision to build Feather Hammer from materials 
generated from improvisation. In listening to these recordings one gains a sense of Riley’s own 
personal musical language, bearing witness to his pianism and intuitive musicianship working in 
real time. 
 The use of accidental and found sounds, re-purposed for musical function, is a recurring 
feature in the works of Feather Hammer and these ideas were directly inspired by similar 
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approaches used in Amon Tobin’s Foley Room (2007). Recorded sound effects more typically used 
in sound design for film/TV and acousmatic music are consciously worked into arrangements and 
textures serving musical functions associated with electronic dance music styles. Within these 
surreal sound-worlds, roaring lions, kitchen sinks and snapping cello strings are expressive and 
interesting, often beautiful. I wanted Feather Hammer to share this aesthetic, albeit limited to the 
sounds generated from a piano, performance or directly related scenario. The live Feather Hammer 
show that was devised in collaboration with video artist Matthew Greasley was inspired by Amon 
Tobin’s live show for ISAM 2.0 (2011) – an ambitious multimedia performance that placed the 
composer/performer inside a large cubic projection-mapped structure, where the video art was 
equally as important to the performance experience as the music (Golden 2011).  
Improvisation 
In the early months of 2011 I adopted a regular routine of recording improvisations daily. 
Sometimes I would be thinking about specific memories and experiences from my past, while at 
other times I would allow my hands to explore ingrained figures without any conscious thought at 
all. A digital piano was used, connected to a computer via MIDI and captured in Logic Pro. I’d 
review the recorded material, singling out musical ideas and potential themes that felt honest and 
musically pleasing. The unused materials were placed in an archive. When describing the effect of 
audio recording on the world of jazz, Brian Eno noted that the previously “transient and ephemeral” 
nature of improvisation becomes more interesting with the ability to listen more than once; what 
seems like an “almost arbitrary collision of events comes to seem very meaningful on re-listening” 
(Eno 127-8). In a similar sense, the ability to re-listen to and edit my improvisations allowed me to 
discover moments of music that, at the time of playing, might have felt like an “arbitrary collision” 
of thoughts and actions, however in review were discovered to be personally meaningful and 
compositionally useful. These improvised materials eventually became the primary musical themes 
of the record. 
 !
44!
 The MIDI recordings were then edited in Logic Pro’s Piano Roll20. Often the recordings 
would meander for a while, regularly passing the 15 minute mark. The aim of the MIDI editing 
process was to identify the usable material, then cut it down and condense it to a musical idea that 
might work as a shorter, more direct statement, while preserving as much of the original expression 
as possible. These edited sections were transcribed and taken to recording locations to become 
starting points for further improvisation and experimentation. 
Approaches to Recording 
Recording methods and practices included the use of a professionally equipped studio in addition to 
various other location-based settings. Location recordings took place in friends’ houses, school 
classrooms, subway tunnels and my own home. Sound was captured using handheld mobile 
recorders, the audio recorder on my iPhone and a dedicated mobile recording set up consisting of a 
pair of pencil condenser microphones connected to a laptop via an audio interface.  
 In addition to the usual configuration for piano recording, extra microphones were 
specifically positioned in the studio to capture the sounds happening “around” the music that was 
being performed: close to the keyboard and pedals to capture the sounds of fingernails and shoes; 
all over the body and soundboard where interesting resonances and percussive effects could be 
created; strategically around the environment to pick up sound reflections from the walls and 
ceiling, as well as noise from outside and adjacent rooms. As seen previously in this exegesis, I 
have taken an interest in the extraneous sounds that occur and have been captured during recording 
and production processes. Feather Hammer also looks closely at these complementary noises, 
offering an enhanced listening perspective, and, in the case of “Houses” (track 6), inviting the 
listener to construct a narrative to make sense of the sonic information being presented. Recording 
technology commonly seeks to isolate and capture the musical content of a performance while at 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
20 The Piano Roll Editor in Logic Pro is a MIDI matrix editor that uses a graphical display to facilitate the editing of 
MIDI note data in a time and pitch grid. A note’s pitch, length, articulation and position in time can be written and 
edited manually.  
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the same time minimising the sounds of everyday life that usually surround it: environmental noises 
and resonances, interruptions, non-musical noises from the instrument itself or the person playing it. 
One of the aims of Feather Hammer was to make use of these “everyday life” sounds, where 
possible making them integral to the arrangements. 
 In the studio, the music that was transcribed from my edited improvisations was played and 
recorded multiple times, using a variety of methods and approaches. A spirit of experimentation 
pervaded those sessions, where the aim was to generate as much sonically diverse musical material 
as possible. Versions were recorded on a “prepared” piano, with various objects (such as clothes 
pegs, copper wires, Post-it notes, paper clips and tape) touching or muting certain strings, hammers 
or dampers. I attempted to pluck and strike simplified versions of the music from the open strings 
and tuning pins. I improvised overdubs (multi-tracked layers) over my own performances, playing 
the body of the piano like a percussion instrument, or, with assistance, strumming the open strings 
while a friend held notes and chords down on the keyboard to allow the correct tones to resonate. 
To stimulate new approaches and lateral thinking I consulted a deck of Oblique Strategies21, using 
its random cryptic aphorisms to influence creative decision-making and performance at specific 
stages during the sessions. 
 In his paper “Transmission Loss and Found: The Sampler as a Compositional Tool” (2009), 
Paul Harkins uses the analogy of a painter to represent the process of composition in terms of 
blending and layering colours and sounds. Looking beyond the purposes of recording as a mere 
reproduction of a performance and towards the sampling and appropriation of accidents and found 
sounds, Harkins refers to the world of organised recorded sound as being a “boundless palette” that, 
with the application of technology, is infinitely expandable (Harkins 2009: 11). Recording and 
studio experimentation in these sessions was focused on the building of such a palette of organised 
sound, with a view to expanding it further through the use and application of technology tools in !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
21 Oblique Strategies: Over One Hundred Worthwhile Dilemmas is a deck of cards designed to help creative artists, 
especially musicians working in studio environments, to break creative blocks (Eno and Schmidt 1978).  
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post-production. In this regard, the tracks of Feather Hammer are sound collages: pieced together 
out of collected ideas, improvisations, experiments and accidents. This project embodies the idea 
that “in contemporary computer-based recording projects, every moment of recorded sound is 
essentially a ‘sample’” (Bates 283). Without the generation, capture and collection of these 
materials first, the resultant music could never have been created.  
Considering Space 
The study and analysis of the spatial qualities inherent to music recordings as they relate to the 
listener’s conception, perception and emotional arousal uncovers some interesting considerations 
that can help the composer/producer to expand and enhance the communicative power of their 
musical materials (LaRue 1996, White 1994, Moylan 1992 and 2009, Juslin and Västfjäll 2008, 
Fletcher 2011). At the structural level, Moylan observes that the spatial properties of individual 
elements, such as melodies or instruments, can bring the listener into a “physical relationship (with) 
the music… drawn into becoming part of the ‘story’ or observing the ‘story’ from some distance. 
Either way, the relationship imparts an impact on the musical experience” (Moylan 2009: 6). The 
highly developed way that the human brain interprets sound signals as being close or distant, left, 
right, behind or in front are the same dimensions of the virtual listening space in musical recordings. 
These dimensions provide the imagined context for music: the perceived performance environment, 
the position of various elements on the sound stage and the “point of reference against which the 
activities and states of individual sources are measured and understood” (Moylan 2009: 9). In these 
ways the spatial quality of a sound source can suggest character and ascribe meaning in a musical 
context. 
 In Feather Hammer there is a deliberate subversion of sonic and musical expectations 
through the use of spatial effects. In the context of produced piano music, the sound of the hammers 
hitting the strings, reverberating within the instrument and within a space are qualities that can be 
enhanced or diminished by recording and mixing practices; the balance of these qualities attributing 
character to the musical materials. For example, the close capture of quiet piano passages that are 
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then heavily compressed will result in an amplified hammer and felt action noise and a note with an 
attenuated fundamental frequency, contributing to a warm and (some might say) emotional 
character (Robjohns 1999). Alternatively, the sound of a strong reflection from the walls and 
surfaces of a large performance space can ascribe a forceful and dramatic character to the sound 
source. In “Apology” (track 10), I used both of these techniques at the same time to highlight and 
juxtapose spectral differences and suggest an imaginary and emotive context where a simple piano 
composition, written in a narrow treble range and quietly performed, is preternaturally powerful 
enough to reverberate dramatically at extreme ranges around the listening space. 
 Another use of communicative spatial recording approaches is in “Houses” (track 6), where 
two pianos were recorded at once, in different rooms, from the vantage point of a third room in a 
house. In this situation the performers could only hear faintly what the other was playing as they 
attempted to perform together in ensemble. Through this device I wanted to suggest different 
potential situations that might inspire the listener to construct a narrative context: is this happening 
by accident? If not, who is playing along with who? Do these performers know each other? In the 
foreground of the recording are everyday household noises such as taps being turned on and off, a 
dog walking around on a tiled floor and a phone ringing. The forced perspective puts the listener in 
the story, inviting them to make sense of it. The composition consists not only of the musical 
materials, but the specific qualities of the space that they occur in and the situation that the materials 
along with the spatial properties suggest. 
Approaches to Production 
Techniques employed in production and post-production stages were many and varied, including 
the use of drones and stretches, filter and stutter edit effects, sampling and re-triggering of old 
performances, re-appropriated found sounds and percussive effects, and the use of spoken word 
samples. What follows is a brief contextual background and analysis of a selection of tracks to 
represent and illustrate common approaches to production. As in the previous chapter, I will be 
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using the soundbox analytical model (adapted from Moore 2011) to represent the positioning and 
relative timbres of the musical and sonic elements in the virtual listening space, where relevant. 
Track 2: “DFACE (Practice This Video)” 
A central feature of this piece is a spoken word sample, taken with permission from the maker of a 
homemade instructional video found on YouTube (“PIANO tutorial Treble Clef”). In this video, the 
unseen instructor encourages the student (viewer) to practice reading and playing the treble clef 
spaces “D F A C E” repeatedly; these notes provide the basis for the melodic and harmonic material 
in the piece. The texture of the track is derived from firstly layering cyclic melodies and patterns 
that dance around the DFACE frame, some of which briefly quote Hanon’s22 finger exercises and 
scale figures (fig. 16). Once these ideas were applied to multi-track layers, I used a subtractive 
approach to reveal the composition’s shape and structure, carving out the music from the busy 
texture. 
 From a personal perspective, this piece represents a specific experience from my childhood 
music studies; the exhilaration of discovering that I could build triads, 7th, 9th, 11th and 13th 
chords by simply by stacking up major and minor thirds in symmetrical patterns and the realisation 
that I could create beautiful harmonic colours on my own. The production arrangement makes use 
of distant piano sounds, warped and reversed transients – fantastical sounding elements to 
communicate a little of how I felt as a child, as though a new world had opened up, full of creative 
possibilities. 
 
 
 
 
 
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
22 Le Pianiste Virtuose, by Charles-Louis Hanon, is a compilation of sixty exercises for pianists, published in 1873. 
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Fig. 16. The repeating melodic layers of “DFACE (Practice This Video),” based around the notes of 
the treble spaces, scale figures and finger exercises. 
 
Fig. 17. Three soundboxes, representing the gradual introduction of elements representing emotions 
in “DFACE (Practice This Video).” 
 
 While the cyclic piano patterns and melodies are introduced one by one, sonic elements 
representing the emotional context gradually build to fill out the listening space and frequency 
spectrum (fig. 17). Low frequency thumps that appear initially as accidental noises become a 
quickening pulse as the track progresses; distant and reversed chords, strums and other plucked 
effects ring from different directions, overlapping to create a blur of reverberant colour.  
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Track 3: “Remnant 1” and Track 10: “Remnant 2” 
 
These pieces are titled as “remnants” because they were constructed using the remaining sounds 
from the recording sessions that were left unused and also from short snippets of music cut from 
improvisations that were relegated to the archive and not used elsewhere. Within the 
autobiographical context of Feather Hammer, these pieces do not refer to a specific memory or 
experience in my life but rather some of the creative ideals that I strive to embody in my work 
today: economy, ingenuity, sonic fascination and, where possible, a good groove. 
 “Remnant 1” commences with an additive pattern of prepared piano noises and jarring 
dissonances. This opening might seem harsh and harmonically complex at first, but it is misleading; 
eventually a “drum” beat kicks in and it is revealed that all the sounds heard up to this point are 
syncopations and textural groove elements out of context. The “drum kit” is comprised of piano 
sounds acquired by beating on the instrument’s body and soundboard with soft mallets and 
drumsticks. In post-production the latter half of the track is peppered with stutter edits and drop outs 
(where the music temporarily halts), referencing the sonic hallmarks of turntablism23. The effect 
transforms the listener’s perspective once again; what was assumed to be a live, acoustic groove 
comprising of multiple played elements is now revealed to be a single audio signal, subject to the 
manipulations of a DJ. 
 While “Remnant 1” is focused on subtly twisting the context of a single carefully planned 
groove, “Remnant 2” is more of a free-for-all ensemble piece in which I was determined to position 
as many left over sounds as possible to achieve a coherently musical result. Both examples were 
constructed in the manner of a collage; sound sources were largely left untreated, with minimal 
technological interference aside from the cutting, editing and positioning of the sounds in the 
sequence.  
 !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
23 Turntablism, also known as “scratching” and “beat juggling” is a style of musical performance where a phonograph 
player (or turntable) is played as a musical instrument by a DJ or “Turntablist” (Katz 2012). 
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Track 1: “The Waiting” and Track 12: “The Waiting (Reprise)” 
This piece originated from a meandering piano improvisation based on a repeated right hand scalic 
pattern in G minor (fig. 18), with the left hand crossing over and back to play melody and bass 
notes. I called it “The Waiting” because while I was playing it felt like I was merely marking time, 
waiting for a better, more impressive idea to emerge. Listening back to the improvisation I 
experienced feelings of shame at the simplistic and (what I felt to be) predictable nature of the 
materials: the 5-finger pattern in G minor is constant and unchanging, while the eventual shift in 
harmony from i to VI was the most obvious thing to do. To myself, I concluded that this was 
representative of the music and pianism that I default to when I’m waiting for better ideas to come, 
the passive, easy side of my creative practice. Thinking of the album’s autobiographical context and 
my personal decision to represent my intuitive musicality in an honest way, I decided to keep it and 
make it a feature.  
 Once transcribed, the music was performed again and recorded in the studio to a steady 
pulse of 75 minim beats per minute. A distant microphone was set up to capture long reflections, 
and close mikes were positioned near the music stand and by my feet. In addition to the main 
performance, I recorded a version of the left hand part where I plucked the strings directly, along 
with additional strummed glissando effects, and the sound of my boots walking around the space. In 
post-production I combined the extra sounds to form a sonic “bed” for the piano performance to rest 
in: the distant sounds were blurred using digital reverb effects; the sounds from my shoes and 
fiddling with the music stand were heavily compressed and drenched in artificial reverb and placed 
to form a vague intermittent rhythm; the plucked melody and glissando effects were laid over the 
performance. The result of these efforts became “The Waiting (Reprise)” (track 12).  
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Fig. 18. Bars 1 to 10 of the transcribed improvisation in G minor that features in “The Waiting 
(Reprise)” (track 12). 
 
 “The Waiting” (track 1) is the very same production with the central performance erased. 
What remains is the “bed”: the echoes, intermittent rhythms and faint plucked melodies swirling in 
space, accommodating and supporting musical ideas that are now absent (fig. 19). At first merely 
curious to hear the supporting sounds without the central performance, I grew to appreciate the 
sound of this absent music, focusing on the “air” left in the music’s wake: echoes and reflections, 
sounds of people moving and music stands being manipulated, atmosphere. This line of thinking 
borrows from John Cage’s ideas on silence and silencing (Kahn 1997, Cage 2011) and Brian Eno’s 
personal definition of ambient music as being “a surrounding influence: a tint” (Eno 2004). 
 
Fig. 19. Soundboxes representing the positioning of sonic elements in the virtual listening space of 
“The Waiting” (track 1) and “The Waiting (Reprise)” (track 12). 
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The two versions of the work represent different but equally important aspects of my 
creative philosophy. “The Waiting” is an ambient meditation on absence and expectance. As an 
opening track it is significant that the presence of the piano is felt but not directly heard. “The 
Waiting (Reprise),” positioned as the final track, is emblematic of self-acceptance and completion. 
Performing Feather Hammer 
 
When adapting Feather Hammer for live performance I wanted to keep the material flexible, 
allowing room for improvisation. Piano solo material was transcribed from the album; other sounds 
and textures were reconstructed within Ableton Live (a DAW software specially designed for 
flexible performance of pre-recorded audio and real-time sound manipulation).  
 I revisited the album’s production files and isolated the ambiences, beats, instrumental loops 
and samples that I could trigger and manipulate in real time in order to reconstruct recognisable 
textures from the album. A laptop running Ableton Live, a connected Akai APC40 interface, 
allowed me to recreate the accompanying textures of my compositions in real time, granting me the 
ability to control individual layers of sound while performing the piano solos alongside them. I set 
up a looping pedal to capture my piano signal, facilitating the live recreation of some of the multi-
tracked textures featured on the album. 
 From the start I had always envisioned the Feather Hammer live show to be a multimedia 
collaboration; reports of audiences feeling distanced and disengaged at laptop performances and the 
problems associated with the consumption of electronic music in traditional performance settings 
were aspects that could potentially undermine the experience (Cascone 101, Turner 81-2). An 
entertaining and provocative performance concept was devised in collaboration with video artist 
Matthew Greasley, concentrating on abstract and surreal sonic-visual relationships. The visual 
material included original footage and animations we had created together, juxtaposed with found 
footage from educational science films and Hammer Horror movies from the 70s and 80s. Some of 
the presentation was sonically interactive, where colours and lines were animated and moved in 
response to the sound’s frequency and volume. Matthew used the same Akai APC40 interface to 
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trigger and mix the video elements, a set up that meant we could adopt a similarly structured tactile 
approach to manipulating our materials, thus allowing us to better improvise and respond to each 
other’s ideas in performance (fig. 20). 
Fig. 20. Photo from the first performance of the Feather Hammer show (London, 25th November 
2011) illustrating the shared technological setup between performers. Credit: Naresh Kaushal. 
  
Summary and Reflection 
Feather Hammer is a pivotal work for me. It was an experience that has transformed my musical 
thinking, self-understanding and creative practice ever since. Following on from personal and 
technical breakthroughs made on this project, I was able to go on to create Machines, Kick and 
Three Preludes – works that build upon knowledge that started here: considering space as a 
communicative tool; thinking laterally about the materials of music and adopting organic (and often 
cannibalistic) approaches to sound collection and sampling; placing value in the sounds and silences 
that co-exist alongside the notes.  
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 One of the aims of Feather Hammer was to examine the effect of personal history on my 
musical language. By using muscle memory improvisation and adopting communicative and 
confessional approaches to sound collage and production I feel that I have gained personal benefits 
in addition to creating a highly personal artwork. I sense that ever since Feather Hammer I have 
been able to trust my intuition more readily, and that I have more or less overcome the shame of 
simplicity. I came to understand that my compositional voice does not just operate in the language 
of melody, harmony and rhythm, but also the language of space and sound. 
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CHAPTER FIVE  
 
 
Commercial Practice and Authenticity 
 
The works presented in this folio represent creative practice research undertaken throughout the 
period of study, exemplifying an underlying musical philosophy that looks to digital media and 
computational tools as a way to explore new possibilities for communicative expression in creative 
practice. My research seeks to better understand the multi-dimensional characteristics of the 
creative process. My creative practice demonstrates engagement in multimodal creativities: from 
score-based composition, record and remix production, performance in acoustic and electronic 
laptop settings, and post-production mixing and mastering. Not included are the commercial 
projects that I produced during the research period: film soundtracks, advertising and video art 
commissions.  
 My commercial music practice shares the same musical language and technical processes as 
my art-making research: recycling score-based music materials using post-production techniques; 
gestural use of reconstructed recognisable sonic textures; positioning sound to alter listener 
perspective; generating materials intuitively through improvisation; cyclic interlocking of motifs; 
polychords, polymeters and polytemporalities. It is inevitable that the personal preferences and 
enthusiasms I possess as an artist-researcher will emerge in other facets of my creative practice. The 
vital difference is the presence of a set brief – the knowledge that the music must be made to order, 
satisfying the client’s needs and preferences above my own. The music is made in the same manner 
but feels different in the making. Work practices, where strategic and creative approaches and 
decision-making happen quickly to adhere to a deadline, and where techniques are employed in the 
manner of a functional craft, differ in my mind and estimation from my art practices, where I feel 
personally connected to the subjects, material, processes and practices that I engage in. That is not 
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to say that I am not proud of the music I make for films and video projects, they just do not feel 
wholly representative of “me”.  
 Reflecting on the completion of commercial projects I note that the work felt easier to 
produce, the time passed quickly, and the difficult preparatory thinking and final decision-making 
(which takes up much of my time in creative practice research) was delegated to my employers or 
shared with my collaborators. Engagement with commercial projects has ensured that I am able to 
continually develop my skills and technical mastery; it is in my best interest to keep up to date with 
industry standard technology tools and practices. Obviously this arrangement impacts positively on 
my art practices. Side by side, the juxtaposition of those different work practices has illuminated a 
personal truth within my creative process; the projects where I feel an emotional, philosophical or 
intellectual connection to the subject matter and materials, where there is an opportunity to share 
ideas and feelings that are “true” to my story, are the most rewarding. Authenticity of expression, 
for me, relies on having the opportunity to make myself vulnerable and exposed through my art 
(Paddison 2004, Moore 2008). Without that personal engagement, and without that sense of risk, 
the processes become more technical and workmanlike, not possessing the electricity and magic 
that I seek to experience, those sensations that compel me to create. However, I strongly value the 
technical accountability and craftsmanship that working to a brief attributes to my practice. 
The Results of Research: 1. Working With Scores 
Experiences and experimentation with score-based materials represented a deviation from my 
regular studio-based creative practice, yielding interesting results and leading to new perspectives 
and personally situated knowledge. In Kick (2013), an entirely score-based composition for string 
orchestra, as discussed above I worked on paper without the aid of a computer and I found that this 
method of writing greatly affected my musical thinking and decision-making; focusing on the notes, 
rhythms and harmonies, I could only imagine what the combined textures and timbres would sound 
like, having no idea how the environment would accommodate and reflect these sounds, or how the 
elements would be distributed within a space. I borrowed sonic and dynamic processing concepts 
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from the world of popular music production, translating compression envelopes and the sound of 
overdubbing solos to the score. This hybridisation of approaches in creative expression makes sense 
to me, since the digitisation of music and the practices of music creation, the materials of sound, 
music and space coexist on the same palette. Without a way to audition the material prior to the first 
rehearsals, I found myself curious and excited about the unknown elements that might have an 
impact on the piece: interpretative differences, mistakes, outside events, noises, accidents, sounds 
from the audience. The experience gave me a deep appreciation for the temporal and highly 
collaborative nature of a performed score; it also led me to understand that the rehearsed/performed 
score has the potential for endless variation and related sonic events, which can be captured, re-used 
and re-appropriated in further creative practice.  
2. Generating Variations and Assets 
This philosophy of “compositional assets,” as exemplified in the collected works of Feather 
Hammer (2011) and Three Preludes (2013, album version), broadens the view of authored materials 
to include not only the final performance of the music, but also draft and incomplete or unedited 
versions, inaccurate versions played by sight, adapted versions that are played in sections during 
rehearsal, unused recording takes and mistakes, incidental sounds from around performance, 
rehearsal and recording environments, even the sounds generated from travelling to and from the 
recording session. All of the music and sound resulting from situations, actions and incidents that 
occur as a direct result of the composition existing can be captured and potentially used to make 
more music. This approach maximises the amount of materials generated from a single musical 
composition, providing both an economical approach to theme and creation of a sound-world, and a 
diverse, yet finite framework within which to explore possibilities and experiment. It stems from 
acknowledging that music exists as sound within spaces and situations related to everyday life; it is 
these everyday sounds that can temper and transform our experience of music, suggesting 
narratives, altering perception and forcing perspectives. I am often fascinated with accidental music 
and how incidental noises impact and collaborate with the listening experience (for example, when 
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a neighbour’s drill or power tool is in tune with music currently being listened to, or when a 
washing machine’s spin cycle creates an interesting polymeter against another rhythm). 
Incorporating incidental and accidental sounds in my work is a way of sharing these fascinations, 
and a device to create original and authentic sound-worlds for my musical ideas to inhabit. 
3. Human Filters 
The folio features some of the results from experiments in human filtering (or what Nyman (1974) 
referred to as “people processes”), where intuitive responses from individuals form and inform the 
creation of musical materials. In Feather Hammer, ideas were generated from, and filtered though, 
my own pianism making use of ingrained muscle memory, using improvisation capture methods to 
record and edit my intuitive musical responses to feelings and memories. In Three Preludes, I set up 
situations to allow for my score-based musical ideas to be interpreted by another musician, 
capturing their intuitive decision-making in different scenarios and environments, from sight-
reading and rehearsal to multiple takes in the recording studio. In this method of working, mistakes 
and accidents can be incorporated, taken as improvements to already existing material. The score is 
seen as the starting point of a creative process, the raw materials that are activated by people. These 
methods focus attention on the development of a creative work as it filters through the people who 
perform it, the results tempered by years of experience and training, talents and personal taste. In 
such cases the final recorded production offers a version of the work and a document of this 
process. From working this way I have gained insight into my own evolving musicality and a new 
appreciation and understanding into how musical ideas can develop and become refined through 
collaboration. 
4. Sound Languages  
Taken as a whole, the creative works presented in this folio show a compositional language marked 
by a hybridisation of approaches, incorporating record production, post-production remix culture 
and sound design in addition to traditional score-based composition methods, which is not 
uncommon amongst composers working in studio settings and is becoming increasingly common 
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due to the proliferation and ubiquity of digital tools. I freely use production techniques and 
technological processes as communicative gestures in composition: spectral quotation and the 
evocation of nostalgic tones, timbral profiles and mix textures can suggest layers of meaning and 
locate musical ideas within specific cultural or historical scenes. Specific and targeted employment 
of various production techniques can act as sound languages, effectively dressing musical ideas 
with the garb of style associations and cultural context. In Machines (2013), female vocal 
performance, instrumental arrangement and the quotation and evocation of known styles of record 
production are deliberately used in collaboration with the music and lyrics to connect cultural, 
intellectual and emotional ideas in the mind of the listener, adding layers of meaning and resonance 
to an emergent narrative. Within this philosophy, sound languages can communicate as effectively 
as words and music; in such contexts, the presence of DnB (drum and bass) beat-work or an Auto-
tuned vocal is deliberate and meaningful. The communicative power of spectral quotation was also 
explored in You Can’t Hide Beat (2011), where recognisable samples were plundered from a well-
known source and re-appropriated to create music that seeks to make connections between different 
moments in time, cultural scenes, historical periods and stylistic eras. 
5. Memory and Space 
Another common theme amongst my creative output is the idea of memory, attempting to describe 
or evoke it with music and sound. As discussed above, Machines uses sound languages to evoke 
memories associated with styles of production. The success of You Can’t Hide Beat, which was 
built almost entirely out of well-known samples, relies on the sonic memory and recall of the 
listener to make the necessary connections and uncover the purpose and communicative aim of the 
work. Feather Hammer is an exploration of self, reorienting the piano as a repository of memories 
and experiences and a means to access and explore the past to find the origins of my musicality. 
Memory is suggested through the position and prominence of sound in the spatial dimension; 
through the use of reflections and echoes that suggest musical materials have travelled across 
distances, allowing space for those sounds that exist on the very edge of perception to be heard.  
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6. Personal Breakthroughs 
An outcome of this creative practice research that has been of great personal benefit has been a 
growth in confidence. With each project I have deliberately sought to challenge the limits of my 
musical thinking, to find new ways of seeing, discovering new approaches to authentic expression 
and extending the range of my communicative vocabulary with ingenuity facilitated by technology. 
Such transformations in musical thinking are intimately tied to creative practice, and are 
exemplified in the music I make. Feather Hammer represents an important milestone in my 
development as a composer; the introspective and autobiographical nature of the project helped me 
to wrestle with my insecurities and overcome the shame of simplicity and the origins of my 
musicality. This confidence in embracing all aspects of my musical personality gives me optimism 
about my future creative practice. 
Conclusion 
Cumulatively, this folio of creative work represents a development and consolidation of 
philosophies and practices which are in constant states of renewal. These philosophies and practices 
are shaped by experience, taste, personal history, sonic fascinations and the “boundless palette” 
provided by technology tools (Bates 283). Accepting that technology is also engaged in constant 
states of renewal, my philosophy focuses on literacies and perspectives: fluency in personally 
developed musical and sonic languages (including digital music literacies that are flexible and 
adaptable to future technologies, not limited to specific software), and ways of seeing the materials 
of music and sound as being personal, dynamic, flexible and multipurpose. 
 Technology has become entwined with creative practice in the 21st century, increasingly 
democratising access to creativity, dramatically transforming practices and how we think about, 
value and consume media. The ubiquity and increasing fluidity of digital music making opens up 
opportunities for new creativities to occur in diverse spaces. For composers, technology presents an 
opportunity to expand our vocabulary with pure magic: to capture any sound and turn it into music 
that is meaningful; to conjure up ghosts of the past; to bend space and time; to hold the air.  
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Appendix 
 
Final texts and original sources for Machines. 
 
1. “Incantation” 
 
Perfection not faultlessness  
All the love you ever wanted  
Perfection not faultlessness  
All the software you need 
 
Strength and thy rage on that  
Profess no means of trying  
One order of powers against another  
All the software you need. 
 
2. “Credo Deus” 
 
I wish to notify you again 
A deceased client of mine  
That shares your name  
Whose tragic heart condition  
Was due to the death of his family in the  
Tsunami in Sumatra 
You can reach me. You can read me. 
 
I wish to notify you again  
You were listed as the heir  
In the codicil and the last  
Testament of the deceased 
You can reach me, you can reach me.  
Iʼve got to reach you.  
Credo Deus, I need to reach you. 
 
 !
71!
4. “Hollow Friends” 
 
For we were known as hollow friends  
Suspecting a joke somewhere  
To whom the dark hour now meant  
Villainy in these schemes 
 
Escaped with the daylight once more  
Escaped with his life and reason  
Howling at the moon 
A victim of emotion  
A victim of mingled feelings  
A victim of pleasure. 
 
 
6. “Radiate Heat Into Space” 
 
Is there a you for you to take? 
Thousands of happy customers never pay  
Get a decision today 
Radiate heat into space 
Your participation is greatly valued  
Thousands of happy customers everyday  
It doesnʼt cost a penny and never will  
Get a decision today 
It doesnʼt cost a penny, never will  
Get a decision today  
Is there a you for you to take? (happiness is three steps...) 
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7. “Sexy Monday” 
 
Sexy Monday, one of three  
One of three reasons to really hate your job  
Why do you hate your life? 
 
Sexy Monday, one of three  
Really you just hate hate hate  
Sexy Monday, one of three  
Really really re re real 
Sexy Monday is one of three  
Really re re re real 
 
Anxiety is one of three  
Along with overweight issues  
Why do you hate your life?  
Be the envy of your friends. 
 
Sexy Monday, one of three  
Really really hate hate hate  
Sexy Monday, one of three  
Really real real re re real  
Sex Monday, sexy 
One of three signs  
Really real. 
 
(Spam text: sexymonday one of three Really I just hate my job. I also hate my anxiety and weight 
issues and family problems. Why do you hate your life.. It is raining right now. Anything like this 
happening in TO be the envy of your friends) 
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8. “Highly Active Girls” 
 
Highly active girls craving for you  
We have the medical cure  
Stop leaving your partner dissatisfied 
 
Make her happier than ever  
 
Fantastic results guaranteed with our revolutionary new product  
(Bigger) Hear her scream  
(Firmer) Gorgeous girls craving for you  
We have the medical cure 
(Thicker) Get the firepower you need to blow away any opposition  
Smell sweeter below the belt 
 
(spam text: Smell sweeter below the belt! Highly active girls are craving for you. Stop leaving your 
partner dissatisfied and maker her happier than ever. We have the medical cure, have you ever felt 
inadequate? Gorgeous girls are waiting for you – hear her scream! Be bigger, thicker, firmer. Get 
the firepower you need to blow away any opposition.) 
 
10. ”Golden Cards” 
 
So I think itʼs time  
Show me your hand  
Iʼve waited a long while to know where we stand 
So the sinner has forgiveness from  
The boys on the benches  
Lips stretched with outbursts  
From the Saviour 
 !
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And then I was aware  
The force, the force, the force  
And stretched my arms out  
To a saviour 
 
Nothing perhaps so familiar  
Nothing perhaps so superior  
There is repentance 
There is self  
There you are 
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PART 2: FOLIO OF COMPOSITIONS 
 
 
Audio Credits 
 
Kick (2013) 13’52” - Performed by Ruthless Jabiru, Kelly Lovelady (Cond.), Australia House, 
London. 9th May 2013. Recording courtesy of Milton Mermikides. 
 
Three Preludes (2013) - Performed by Ben Dawson (Piano). Recorded at the Royal College of 
Music, London. Released by Bigo & Twigetti, November 2013. 
Track 1: “Draw” (6’34”) 
Track 2: “February” (3’09”) 
Track 3: “Hold Pattern” (2’36”) 
Track 4: “January” (4’06”) 
Track 5: “Orann” (3’17”) 
Track 6: “Correction/E17” (2’36”) 
 
Machines (2013) - Laura Wolk-Lewanowicz (Soprano), Catherine Saumarez (Cello), Leah Kardos 
(Keyboards, Percussion, Programming). Recorded at Premises Studios, Hackney, London. 
Released by Bigo & Twigetti, March 2013. 
Track 1: “Incantation” (4’00”) 
Track 2: “Credo Deus” (4’51”) 
Track 3: “The Calm Work” (2’42”) 
Track 4: “Hollow Friends” (3’34”) 
Track 5: “The Closeness of Distance” (4’21”) 
Track 6: “Radiate Heat Into Space” (4’36”) 
Track 7: “Sexy Monday” (3’05”) 
Track 8: “Highly Active Girls” (2’34”) 
Track 9: “Closed Circuit” (4’05”) 
 !
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Track 10: “Golden Cards” (4’27”) 
Track 11: “Sleep Modes” (3’18”) 
 
You Can’t Hide Beat (2011) - Performed by Leah Kardos (Vocals, Programming). Recorded at 
Glory Box Studios, Bedford. Released independently via davidbowie.com, February 2011. 
Track 1: “Criminal World” (3’36”) - Written by Duncan Browne, Pete Godwin and Sean 
Lyons. Samples taken from “Sex and the Church,” (Bowie 1993) “I’m Afraid of 
Americans,” (Eno/Bowie 1997) “Seven Years in Tibet,” (Bowie/Gabrels 1997) 
and The Room (Wiseau 2003). 
Track 2: “The Man Who Sold The World” (4’45”) - Written by David Bowie. Samples 
taken from “Tonight,” (Bowie/Pop 1984) “The Wedding Song,” (Bowie 1993) 
“No Control” (Eno/Bowie 1995) and “The Man Who Sold The World (Remix)” 
(Bowie 1995). 
Track 3: “Lady Grinning Soul” (6’22”) - Written by David Bowie. Samples taken from 
“Lady Grinning Soul,” (Bowie 1973) “Time,” (Bowie 1973) “Sense of Doubt,” 
(1977) “Weeping Wall,” (Bowie 1977) “Subterraneans,” (Bowie 1977) “Sex and 
the Church,” (Bowie 1993) “No-One Calls” (Bowie 1999) and “Sunday” (Bowie 
2002). 
Track 4: “Sunday” (5’20”) - Written by David Bowie. Samples taken from “Opening Titles 
Including Underground,” (Bowie/Jones 1986) “Within You,” (Bowie/Jones 1986) 
“Into the Labyrinth,” (Jones 1986) and “5.15 The Angels Have Gone” (Bowie 
2002). 
Track 5: “Always Crashing in the Same Car” (3’36”) - Written by David Bowie. Samples 
taken from “Soul Love,” (Bowie 1972) “Win,” (Bowie 1975) and “Abdulmajid” 
(Eno/Bowie 1991). 
Track 6: “Breaking Glass” (2’26”) - Written by David Bowie, Dennis Davis and George 
Murray. Samples taken from “Ziggy Stardust,” (Bowie 1972) “Breaking Glass,” 
 !
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(Bowie/Davis/Murray 1977) “Let’s Dance,” (Bowie 1983) “The Heart’s Filthy 
Lesson,” (Bowie/Campbell/Eno/Gabrels/Garson/Kizilcay 1995) “Little Wonder” 
(Bowie 1997) and “Little Wonder” (Danny Saber Dance Mix) (Bowie 1997). 
Feather Hammer (2011) - Performed by Leah Kardos (Piano). Track 11 features students from 
Bedford College, used with permission. Recorded at Koolworld Studios, Luton. Released 
by Bigo & Twigetti, November 2011. 
Track 1: “The Waiting (3’34”) 
Track 2: “DFACE (Practice This Video) (3’59”) 
Track 3: “Remnant 1” (2’47”) 
Track 4: “Core” (3’21”) 
Track 5: “Katerina” (4’38”) 
Track 6: “Houses” (2’06” 
Track 7: “Repeater” (3’17”) 
Track 8: “Dura Mater” (3’50”) 
Track 9: “Concentrate, You” (2’48”) 
Track 10: “Remnant 2” (2’59”) 
Track 11: “Apology” (4’32”) 
Track 12: “The Waiting (Reprise)” (3’21”) 
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